and socio-economic terms, seem to be the dominant, but not the only frameworks through which critics and commentators take the plays to task, particularly for their transgressions of authenticity.
2
Writers, of what is considered to be realism/naturalism, are tested by their ability to mimic the real world accurately, are measured by how appropriately the past is accommodated in the present, are checked to ensure the relationship between cause and effect has some grounding in normality, verifiability, and plausibility. The same realist writers are usually analysed to see if the physical use of the stage space is governed by the physical expectations of the real world, and, finally, of course, are inspected to affirm that language has some communicative coherence.
3 Additionally, spectators seem to have inbuilt proxemic expectations surrounding the staging of intimacy and conflict between characters and around initiation, reflex and response rhythms in terms of actions and reactions of actors in performance, to comments, gestures, revelations, etc.. So, the expectations, assumptions and perceptions concerning realism are in part about credibility, in part about the suspension of belief, and, in part about trusting the dramaturgy of the writer and the mise-en-scène of the production, to harmonize, or, at least, to find the stage action equivalent to perceptions of what constitutes the lived work. As Hanna Scolnicov rightly advises: "It is only in the naturalistic theatre that the theatrical space tries to fool the audience into believing that it is essentially analogous to everyday space." 4 In McDonagh's work there are references to products like Complan, Kimberley biscuits, Tayto crisps, Frosties, published magazines, real television programmes, and football championships, and there are references to real people and circumstances like the Guilford Four, the Birmingham Six, and the events of Bloody Sunday
